


































                                                21	See	Howard	Becker	Art	Worlds	(Berkeley:	University	of	California	Press,	1982);	‘Art	Worlds	and	Social	Types’	American	Behavioural	Scientist	19	6	(1976)	703-;	‘Art	as	Collective	Action’	American	Sociological	Review	39	6	(1974)	767-776.		22	Howard	Becker	Art	Worlds	(Berkeley:	University	of	California	Press,	1982),	34.	23	For	an	extended	discussion	of	this	issue	see	‘Chapter	4	Conventions’	in	Keith	Negus	and	Michael	Pickering	Creativity,	Communication	and	Cultural	Value	(London:	Sage,	2004).	24	Howard	Becker	Art	Worlds	(Berkeley:	University	of	California	Press,	1982),	362.	25		Pierre	Bourdieu	The	Field	of	Cultural	Production	(Cambridge:	Polity	Press,	2003).	Bourdieu’s	and	Becker’s	work	informs	Jason	Toynbee	use	of	the	term	‘social	authorship’	and	the	notion	that	an	‘author	stands	at	the	centre	of	a	radius	of	creativity	…	the	biggest	advantage	of	treating	popular	music	authorship	in	such	a	way	is	that	it	enables	one	to	be	
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cultural	production’	could	be	envisaged	as	a	competitive	arena	occupied	by	artists,	whether	they	be	poets,	novelists,	painters	or	musicians,	along	with	state	and	commercial	institutions,	and	other	intermediaries.	He	stressed	the	sociological	struggles	over	position,	power	and	prestige	that	-	far	from	simply	underpinning	the	field	-	are	intrinsic	to	the	creation	of	artworks	and	artistic	reputations.	Whilst	his	model	was	informed	by	various	sociological	and	anthropological	precedents,	it	also	resonated	with	a	long	standing	argument	about	the	recorded	music	industry;	if	an	individual	wants	to	be	recognised	and	rewarded	as	a	musician	(or	visual	artist	or	novelist)	then	their	chances	may	be	shaped	by	a	certain	talent	and	marketable	repertoire,	but	the	material	chances	of	realising	such	possibilities	will	be	determined	more	by	conflicts	over	position,	a	struggle	to	define	what	constitutes	legitimate	artistic	practice,	rather	than	any	consensually	acknowledged	ability.	Like	Becker,	Bourdieu	argued	that	the	field	of	cultural	production	is	not	only	characterised	by	a	struggle	to	get	creative	work	produced,	but	to	have	it	critically	recognised.	Such	struggles	may	involve	authors,	critics,	commercial	enterprises	and	academics	–	all	attempting	to	influence	the	ideas	through	which	any	author’s	work	is	valued	and	appreciated.			If	musicological	accounts	provide	hints	and	brief	glimpses	of	such	struggles,	the	sociological	approach,	after	Bourdieu	and	Becker,	seeks	to	use	such	tensions	to	shift	the	argument,	maintaining	that	to	understand	cultural	production	we	should	not	look	towards	the	life	of	the	individual.	Bourdieu	was	emphatic;	'the	essential	explanation	lies	outside	of	them	in	the	objective	relations	which	constitute	the	field.'26	For	Peter	Martin	a	sociological	approach	must	be	detached	from	the	interpretation	of	textual	meaning,	aesthetic	judgement	and	the	creativity	of	musicians;	‘we	must	remain	indifferent	to	the	arguments	of	musicians,	critics,	and	so	on	in	their	various	debates	and	disputes.’27			Such	a	sociological	critique	of	authorship	might	allow	for	contrasting	perspectives	on	the	songwriters	referred	to	above.	For	example,	it	would	be	possible	to	argue	that	neither	Chuck	Berry	nor	John	Lennon	should	be	isolated	and	elevated	as	exemplary	individuals,	but	instead	should	be	socially	located	within	distinct	folk,	blues	and	rock’n’roll	traditions,	along	with	the	fields	of	commercial	music	production	that	are	framed	by	notions	of	individual	ownership	and	the	powerful	ideological	force	of	copyright	law	which	protects	a	model	of	privatised	intellectual	property.28	What	so	often	appears	as	the	context	and	backdrop	to	a	musician’s	rise	to	prominence	and	critical	recognition	(the	sociological	conditions	which	the	individual	manages	to	musicologically	transcend)	should	be	emphasised.	In	Bourdieu’s	terms,	the	creative	and	cultural	recognition	of	authors	should	be	viewed	as	socially	constituted	rather	than	the	result	of	talent	or	genius.29		



































































                                                77	Everett,	Walter	‘A	Royal	Scam:	The	Abstruse	and	Ironic	Bop-Rock	Harmony	of	Steely	Dan’,	Music	Theory	Spectrum,	Vol	26	(2004)	pp201-35,	205.	78	For	internet	discussions	of	this	chord	and	its	appearance	in	various	songs	see	www.steelydan.com/songbook.html	‘Intro	to	the	Steely	Dan	Songbook’	(accessed	11	November	2009)	and	www.hakwright.co.uk/steelydan/mu-major.html	‘Steely	Dan,	The	Mu	Major	Chord’	(accessed	11	November	2009).	79		Cited	in	Bruce	Pollock	and	John	Stix	‘Steely	Dan,	Introduction’	2-3	Steely	Dan	Complete,	Universal	Music	Publishing,	Warner	Brothers,	Miami,	1995,	2.	80	Bruce	Pollock	and	John	Stix	‘Steely	Dan,	Introduction’	81		Don	Breithaupt	Aja	(London,	Continuum),	38.	
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‘sensibility’	and	identity,	one	that	offers	no	discernible	personal	or	autobiographical	point	of	identification,	with	no	pretence	that	the	real	authors	will	be	revealed.		A	related	approach,	albeit	without	the	crafted	levels	and	layers,	can	be	found	in	Randy	Newman’s	habit	of	presenting	concise	blues	inflected	pop	songs	with	‘unreliable	narrators’;	narrators	whose	sincerity,	values	or	truthfulness	may	be	open	to	question.	The	idea	of	the	unreliable	narrator	(again	introduced	by	Booth)	is	one	that	has	quite	consciously	informed	Newman’s	songs	as	he	narrates	in	the	first	person	from	the	perspective	of	a	variety	of	characters	that	hold	prejudiced	or	morally	dubious	viewpoints.	As	he	told	Zollo:	‘I	like	untrustworthy	narrators	and	things	where	the	audience	knows	stuff	that	the	narrator	doesn’t	know.’82	Newman	was	once	asked	why	he	‘stepped	out	of	character’	in	the	song	‘Rednecks’	(1974)		–	a	tale	narrated	from	the	perspective	of	a	southern	racist	bigot	–	a	viewpoint	that	is	somewhat	undermined	when	the	narrating	redneck	abruptly	starts	to	sympathetically	pontificate	about	the	plight	of	black	people.	Newman’s	response	gives	an	insight	into	the	way	his	songwriting	craft	is	informed	by	a	tacit	if	not	an	explicit	awareness	of	these	debates	about	authorship,	narration	and	character:		 It’s	just	a	mistake.	The	guy	wouldn’t	know	that.	It’s	an	error,	on	my	part,	as	a	writer.	But	I	did	it	anyway.	I	knew	it.		You	see,	with	that	guy,	everything’s	fine,	he’s	insulted,	he’s	a	bigot,	right?	He’s	insulted	by	the	fact	that	they	humiliate	his	governor	–	the	governor	of	a	state	of	ten	million	people	–	on	this	TV	show	…	so	the	guy	does	this	song,	and	the	one	thing	wrong	with	it	is	he	wouldn’t	know	the	names	of	all	the	ghettos,	he	wouldn’t	know	Hough	in	Cleveland	and	all	that	stuff.	So	it	is	out	of	character,	you’re	right,	but	it	isn’t	me	stepping	in.	It	is	me	stepping	in,	but	I	knew	it.	Anyway,	I	knew	I	did	it	wrong.83		It	might	be	countered	that	this	slippage,	rather	than	an	error,	makes	the	character	in	the	song	even	more	unreliable	–	and	perhaps	the	representative	of	the	Village	Green	Preservation	Society	is	equally	unreliable,	and	not	to	be	trusted,	for	wishing	to	save	Donald	Duck.			There	are	many	other	songwriters	(like	Newman,	or	Becker	and	Fagen),	acutely	aware	of	the	slippages	that	can	occur,	and	the	spaces	that	can	open	up,	between	the	real	author,	implied	author,	narrator,	character	and	star	persona.	They	may	attempt	to	use	contextual	or	‘paratextual’	information	to	influence	the	way	their	songs	are	interpreted	in	these	terms.	This	may	entail	speaking	in	interviews,	writing	liner	notes,	addressing	an	audience	at	a	concert	in	a	manner	that	attempts	to	clarify	the	meaning	of	a	song.	Or	the	interview	may	be	used	to	obfuscate,	a	tactic	routinely	used	by	Tom	Waits	who	once	remarked	‘I	usually	try	to	bury	anything	autobiographical.’84	As	Polly	Harvey	responded	to	an	interviewer	who	told	her	that	many	of	her	songs	had	been	‘written	specifically	from	your	point	of	view’:		 Well,	I	disagree	with	you	there	entirely.	I’m	not	interested	in	telling	people	my	autobiography.	…	something	I’ve	always	done,	and	I’ve	talked	about	this	till	I’m	blue	




                                                85		James	Medd	‘What	You	Say	is	Powerful,	Claims	Polly	Harvey,	What	You	‘Imply’	Even	More	So’	Word,	100,	June	2011,	22-23,	22.	86		David	Hume	A	Treatise	of	Human	Nature	(London:	Penguin,	2004).		87		John	Perry	‘Selves	and	Self-Concepts’	in	Joseph	Keim	Campbell,	Michael	O’Rourke	and	Harry	Silverstein	(eds)	Time	and	Identity	(MIT	Press:	Cambridge,	Mass),	229-247,	244/246.	88		See	discussion	of	this	in	Matthew	H.	Slater	‘Introduction:	Framing	the	Problems	of	Time	and	Identity’	in	Joseph	Keim	Campbell,	Michael	O’Rourke	and	Harry	Silverstein	(eds)	Time	and	Identity	(MIT	Press:	Cambridge,	Mass),	1-24.	
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Various	components	of	an	individual’s	persona	may	be	independently	licensed	…	A	celebrity	could,	theoretically	at	least,	license	her	signature	for	use	on	fashion	scarves,	grant	exclusive	rights	to	reproduce	her	face	to	a	perfume	manufacturer,	voice	to	a	charitable	organisation,	legs	to	a	pantyhose	company,	particular	publicity	stills	for	distribution	as	posters	and	postcards,	and	continue	to	market	her	services	as	a	singer,	actress,	and	composer.	The	human	persona	is	capable	of	almost	infinite	commodification,	because	exclusive,	nonexclusive,	and	temporally,	spatially,	and	functionally	limited	licenses	may	be	granted	for	use	of	any	valuable	aspect	of	the	celebrity’s	public	presence’.89		The	disaggregation	of	the	public	persona	has	increased	at	the	same	time	that	the	conceptual	understanding	and	commercial	management	of	an	artists’	repertoire	of	songs	has	shifted	from	being	thought	of	in	terms	of	singles	and	albums	to	bundled	and	unbundled	–	one	of	the	consequences	of	the	digitalization	of	recording	and	digital	downloading.	Pink	Floyd	successful	took	EMI	to	court	to	stop	the	company	unbundling	the	album	Dark	Side	of	the	Moon	(1973)	winning	the	argument	that	this	is	an	entire	art	work	and	must	be	sold	and	purchased	complete	rather	than	as	a	series	of	discrete,	individual	tracks	(although	they	quietly	allowed	the	album	to	be	unbundled	a	year	later).	In	contrast,	when	the	Beatles	back	catalogue	was	eventually	made	available	for	digital	download	it	was	made	accessible	unbundled	–	meaning	that	the	hugely	influential	and	critically	acclaimed	albums	Sgt	Pepper’s	Lonely	Hearts	Club	Band	(1967)	and	Abbey	Road	(1969)	-	originally	containing	‘suites’	of	songs	segueing	into	each	other	-	could	be	purchased	as	isolated	tracks,	the	albums	broken	up	into	abstracted,	decontextualised,	sometimes	incomplete	sounding	or	abruptly	ending	tracks,	for	shuffling	or	re-sequencing	at	the	consumers	will	and	whim	(much	to	the	consternation	of	some	rock	critics).		If	musicians	can	unbundle	the	component	parts	of	their	public	personas	and	their	album	repertoire	(as	individuals	may	think	of	their	personal	self	as	a	bundle	of	identities),	I	will	conclude	by	suggesting	that	we	(critics,	musicologists,	scholars)	can	also	unbundle	the	idea	of	the	author	-	and	perhaps	with	similar	mixed	consequences	and	anxieties.	We	can	ask	how	and	in	what	ways	the	various	components	that	make	up	an	author’s	activities	and	identities	are	conceived,	constituted,	combined	and	communicated.	This	would	entail	retaining	an	awareness	of	the	range	of	perspectives	that	I	have	surveyed	in	this	essay.	From	music	criticism	and	musicology	we	can	draw	on	the	fact	that	there	is,	in	most	cases	we	encounter,	a	real	author	with	intentions,	beliefs	and	a	set	of	ethical	and	musical	values	that	they	wish	to	convey	to	listeners.		This	can	be	researched	and	verified	according	to	information	that	is	available	about	living	and	dead	songwriters	or	composers	(and	certainly	not	naively	assumed	or	read	from	texts).	Comprehension	of	the	real	author	can	proceed	with	an	awareness	of	the	equally	real	world	in	which	there	is	both	partial	knowledge	and	an	excess	of	information	about	the	struggles	for	critical	recognition	and	commercial	reward,	along	with	the	social	circumstances	within	which	creativity	is	realised	in	relation	to	genre	worlds,	legal	frameworks	and	various	material	constraints.			The	approach	that	I	am	advocating	here	does	not	see	the	author	disappear	under	sociological	power	struggles	and	critical	interpretations,	but	neither	is	the	author	treated	as	a	transcendent	touchstone.	The	author	produces	and	inhabits	personas	that	are	both	
                                                89	Rosemary	Coombe	The	Cultural	Life	of	Intellectual	Properties	(Duke	University	Press,	1998)	91.		
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musical	and	social,	and	the	bundled	or	unbundled	texts	and	identities	(implied	authors,	characters,	narrators,	personas,	star	images)	can	provide	various	insights	into	the	material	and	ideological	struggles	through	which	popular	songs	are	made	and	mediated.	The	unbundled	author	cannot	be	explained	reductively	through	models	of	sociological	fields,	cannot	be	contained	by	the	multiple	or	monological	interpretations	of	critics,	and	cannot	be	condensed	into	biographical	tales	willed	by	great	individuals.		Abstract		Within	the	broad	field	of	musicology	and	music	criticism	the	author	as	creative	originator	and	authority	remains	a	central	figure.	Yet	sociologists	have	been	sceptical	of	the	emphasis	placed	on	authorship	in	the	arts	and	humanities,	and	argued	that	creativity,	artworks	and	artistic	reputations	are	produced	through	social	processes	and	struggles.	Meanwhile,	a	strand	of	cultural	theory	has	followed	Barthes’	pronouncement	of	‘the	death	of	the	author’	and	deemed	authorship	irrelevant	to	critical	debate	about	meaning	and	value.	In	this	article	I	advocate	an	intermediate	or	mediating	approach,	attuned	to	the	insights	from	both	musicology	and	sociology,	and	suggest	ways	that	concepts	drawn	from	the	study	of	fictional	narrative	can	be	used	to	‘unbundle’	the	author.	Through	this	I	open	up	a	series	of	questions	about	how	authorship	is	constructed,	conveyed,	communicated	and	contested	through	the	mediations	of	pop	songs	and	identities	of	songwriters.					
